A Film of One's Own
The Animated Self-Portraits of Young Contemporary Female Animators I had come at last, in the course of this rambling, to the shelves which hold books by the living; by women and by men; for there are almost as many books written by women now as by men. Or if that is not yet quite true, if the male is still the voluble sex, it is certainly true that women no longer write novels solely.
Virginia Woolf, A Room of One's Own, 1929: 47 The autoportrait, a pictorial genre that gives us "an artist's insight into his or her own personality" (West, 2004: 163) , permeates cinema when filmmakers -directors, animators -appear in their own fictional work.
Sometimes, these appearances are as ephemeral as the cameo performance or the animator's self-caricature, making a special nod to the public. In other occasions, they imply a deeper implication from the artist, coming on the scene to defend their ideas about filmmaking, or using the movie as a means of self-examination. However, this paper will not assume the author to be a male figure, but rather will focus on the contemporary animated self-portraits created by young and emerging women in animation.
While the male animator's self-representation arose at cinema's beginnings, with the film Winsor McCay, the Famous Cartoonist of the N.Y.
Herald and His Moving Comics (Winsor McCay, 1911) -best known as Little
Nemo -the female animator's autoportrait is a relatively recent phenomenon -one still significantly underaddressed in animation studies. Its appearance is 2 related to the increasing number of independent studios, schools and institutions that have guaranteed creative freedom to female animators. Therefore, the female animated self-portrait has been born at a very mature stage of the medium, represented by artists like Caroline Leaf and Veronika Soul (Interview, 1977) . Differently to their male predecessors, their animated autoportraits delved in the identity of the animatrice by sharing with the audience their creative process, depicted as a personal, almost intimate experience.
The recent blooming of animated documentary -in which we can circumscribe the production of animated self-portraits and autobiographies-1 has attracted new female animators, such as Diane Obomsawin (Ici par Ici, 2006) , and artists coming from other disciplines, such as the comic book artist Marjane Satrapi. Her film Persepolis (2007) has been a pioneering experience for the French Bande Desinée and will be a focus here.
A key aspect of this article is to elucidate the significant differences between the previous generations of female animators -investigated by Jayne Pilling in Women & Animation (1992) -and this new generation, whose self-portraits and autobiographies do not necessarily reflect their artistic work and their relation to themselves as women but appeal more to universal issues and conflicts.
Things to Learn About Yourself at Work. Characteristics of Animated Female Self-Portraits
When Virginia Woolf was writing her dissertation on female writers, she refused to just list names and works but rather decided to find the answer to 3 one very simple question: why there hadn't been more female writers? (Woolf, 1929: 25) . As transpires as we read the book, the reason, prosaic but powerful, was the lack of two essential conditions for creation to take place: economic independence and a place to write. If we transfer these limitations to the field of animation, where technological and economic means are more difficult to obtain, it becomes clear why there weren't animated films about the women that created them until the Seventies. We must also consider that, unlike writing, animated filmmaking usually requires teamwork. Although women were recruited in animation industry since it required division of labor, women directors -or women that could create their solo films -were a noteworthy exception for decades. Nevertheless, as soon as opportunities arose, some animatrices thematised the impacts of the feminist cultural revolution in their films, emerging from the creative invisibility that a production's secondary role tended to imply, to eventually become protagonists and designers of their own work. Feminism has encouraged women to investigate themselves in many ways: through their animated selfportraits, animatrices have explored their own identity as women and artists, developing new discourses and models for a subgenre that existed from the early days of cinema animation.
It is important to acknowledge that the late appearance of these women's self-portraits endowed them with distinguishable features that establish a divergence from the self-representation of male animators in films -such as Winsor McCay's Little Nemo (1911) (1983) . But, differently to this idea of the animator as a demiurge of such a fictitious universe, women have proposed a model closer to documentary, a sort of essay-film away from fiction and more appealing for a mature audience, showing these main signs of identity: 1) the emergence of a variety of spatial contexts where the author lives and works; 2) diversity of characters' typologies, that challenge customary female stereotypes; 3) multiplicity of voices, since the artist dialogues with her colleagues and relatives during her creative process; and the introduction of autobiographical elements that balance the reflection about the medium implicit in self-portrayal.
First, in these movies, the animated animatrice does not only appear in her studio: she will also inhabit other spaces, especially her dwelling, her recreational sites, and/or nature. The film This Could Be Me (1995) , by Michaela Pavlátová (Fig. 1) , describes the artist in relation to her spatial context and her personal relationships. Unlike previous male self-portraits, where the artist limits his selfdepiction to himself as an animator, in Pavlátová's autoportrait film, there is no separation between the animatrice and the person. Her self-portrait is structured as a series of metonyms that express the variables of her existence: thus appear her city, Prague; her house, where she also works; the pub, where she observes the behavior of people; the photos of her relatives.
Pavlátová does not offer an ultimate version of herself because, as it can be inferred from the film, the self is one of the most animated of entities: one day we wake up in a good mood and we feel attractive, but the following day we can be depressed, and our self-esteem decreases. This mutability affects the things surrounding any person because even the city of Prague "is big and small at the same time", as Pavlatova's remarks in her own movie. So, her self-depiction and artistic style approaches and interprets those fluctuating, fragmentary, ephemeral and spontaneous things, as the willful but incomplete hypothesis suggested by the film's title. However, when the artist purposely dilutes the real into the imaginary, or unconsciously incorporates these self-biographical aspects into a fictional plot, these self-biographical aspects cannot be categorized within animated self-portraits. Self-biographical films can only be regarded as self-portraiture if 
Women Who Animate Live Dangerously: Marjane Satrapi and

Persepolis
The title of this subsection refers to Stefan Bollmann's book, Frauen, die schreiben, leben gefährlich (Women Who Write, 2006) . In it, Bollmann accentuates the disparity of meaning between living dangerously for an 9 Occidental woman -who decides to dedicate her life to writing -and living dangerously for a Middle Eastern woman, for whom self-expression may carry a serious risk of harm (Bollmann, 2006: 17) .
The feature-length animated film Persepolis is intimately concerned with the dangerous living experience of Iranian comic artist Marjane Satrapi: when it was scheduled to have its world premiere at Cannes, the Islamic Republic found this choice offensive, arguing that the movie "presented an unrealistic face of the achievements and results of the glorious Islamic Revolution in some of its part" (Davoudi, 2007: 42) , and censored the film exhibition in dictatorship. After her second exile she discovered writing as a perfect means to tell a story without being interrupted by the listeners, and hence decided to write her life, her experience of the revolution and the war she had witnessed, to demonstrate that not all countries have the rulers they deserve (Satrapi, 2008: 46) . Despite Satrapi's personal involvement with the story, the passing of time has helped her to reach a historical perspective, a reflection opposed to anger -the seed of extremism and fanaticism. Instead of being solemn and tragic, she wanted to appeal to all audiences through her own experiences, irony and sense of play. She states:
11 For a long time, the descriptions of the Middle East came with images of violence, sufferance, people crying (…). I had to find a way to write a story about this place which could be appealing for people. The only way to do it, for me, was with the use of humour (ibidem, 45).
Thus, humor becomes a key weapon to expose the absurdity of everyday situations, especially since the search for fun -Marjane's fascination with Bruce Lee and punk culture, or her parent's liking for clandestine parties-articulates the contrast between the desire for freedom of the main characters and the oppressive system that denies them such liberty. The third part illustrates her own feeling of estrangement when she returns to post-war Iran. There, where the streets have the name of martyrs Furthermore, when Marjane comes to realize she will be unable to succeed in Iran as a woman, whether married or divorced, her mother's advice will be decisive, encouraging her to leave Iran to become free and emancipated. This way, Marjane begins the road again, carrying her Persian legacy to start in France anew.
The tragic aspects of her autobiography, delving in her feelings of longing, disenchantment, and at several moments, despair and guilt, somehow evoke Jacques Derrida's notion of the self-portrait as a portrait of ruins, with the artist confessing a fault and asking for forgiveness (Derrida, 1990: 117) . Moreover, the experience of death, the loss of her beloved beings, tragically articulates her biography alongside the political and social devastation of her country -a characteristic that can be also appreciated in 
The Post-Feminist Re-Structuring: Putting Together the Male and the
Female in Animated Self-Portraits
Persepolis is a film that exemplifies a successful collaboration between a female and a male director, achieving a view on history, human values and intimate concerns that have been understood by people from very different countries and cultures. Nonetheless, before this harmonization between female and male artists took place, it was necessary that women generated critical reflection about their roles in society, and specifically discussion about their functions in the animation industry -having come a long way since women in animation found opportunities equal to those of their male colleagues in the independent production field. This subsection will pay attention to the gradual development and changes of interest in female animated self-portraits -which ultimately reflects the progress of feminist thinking towards collaboration between men and women.
In the Seventies, films such as Interview, or Candy Kugel's collective project My Film, My Film, My Film (1983) , were generated by the will to (Fig. 3) . The film and re-activation, without having undergone them as she did, although he could creatively imagine these sensations from equivalent sensations (Satrapi, Paronnaud, 2007) . This way, it could be speculated that the interchange between men and women that advances many of the artistic forms of today takes place when people of both genders can identify with each other despite their differences. Animated female self-portraits are the product of animatrices' creative independence, the wish for self-realization, and the cultivation of a multiple, fragmentary, intimate perspective. The result of this process of psychological development is the animatrices' discovery of the feminine, which is distinguishable -but not inseparable -from the masculine.
1 While self-portrait takes from painting, autobiography has to do with literature. Animated self-portraits imply the iconic appearance of authors in their own works, even when no personal concern is mentioned in the film, as we can see in David Ehrlich's compilation
Animated Self-Portraits (1989) , which includes twenty-seven animated clips by animators such as Bill Plympton or Osamu Tezuka. In these 15 seconds clips, the visage of each author becomes recognizable; but more importantly, we can identify each author through their visual style -for instance, Bill Plympton's self-portrait behaves as an animation by Bill Plympton, disassembling and reassembling the features of his face as if they were made of clay, recalling his best-known films. On the other hand, though a wide range of films can be considered self-biographical since they take from episodes from the author's life, we will only consider for analysis those that purposely include the presence of the author, as an animated figure or as a voice over. 2 According to Jacques Derrida in Mémoires d'aveugle (Memoirs of the Blind, 1990) , the selfportrait is always a hypothesis, because artists cannot look directly at themselves while they paint. Therefore, the picture is necessarily proposing a conjecture to the viewer (1990: 24) . 3 Susana García Rams denominates this creative union -or marriage of opposites -as "coniunctio", the ultimate step towards the expression of Alchemic Gold (2004: 26) , that takes place in the work of many women in animation that worked alongside a male partner, such as Lotte Reiniger, Faith Hubley, Gisèle Ansorge, Joy Batchelor, and many others (ibidem, 458). 4 "Reality can be more interesting than fiction. Reality and relationships. With my parents.
With my brother. With my friends. With my grandma. And relations between a man and a
